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Introduction
British actress Judi Dench (born in 1934) was 61 years old when she became an internationally acclaimed 'movie star' and, as her biographer notes, 'far from being at the end of her career, she was just about to conquer one medium that she had mistrusted for so long, and that had too often failed to do her justice -film' (Miller, 1999, p. 271) .
1 Her first major film role was her debut as head of the Secret Service, M, in GoldenEye (Broccoli & Campbell, 1995) , a role she was to play intermittently over a period of 17 years, seven films and two Bond actors -Pierce Brosnan and Daniel Craig -with a last appearance as M in the recent Skyfall (Broccoli et al., 2012) . Before GoldenEye and Mrs Brown (Curtis & Madden, 1997) , 'her handful of appearances in the cinema was limited to often quite small supporting roles, in art-house movies that were never contenders for huge box office success' (Miller, 1999, p. 727 ).
Dench's ongoing film success within an international context can be considered a unique trajectory, which fabulously subverts commonsensical notions of an actress' life course and contravenes the general tendency for bias towards older actresses in the film industry (Lincoln & Allen, 2004; Markson & Taylor, 1993 . Dench's non-normative entry into the international spotlight is only the first of the challenges the actress presents to normative notions of temporality, age-appropriate casting and, as I will illustrate with her role of M, prescribed timelines. Seen as a model for positive and graceful ageing, Dench might not be an immediate choice for a case-study in age-inappropriateness. The contrast between her public image and her more transgressive screen roles, such as M, is in itself revealing of cultural attitudes towards ageing and the ageing female body.
1 At this stage, Dench had enjoyed a long and successful theatre career. Starting on the stage of the Old Vic (1957) (1958) (1959) (1960) (1961) The public discourse surrounding Dench confirms her status as a 'successful ageing' role model, following that type of positive ageing discourse (Rowe & Kahn, 1987 which recognises success stories but can as easily slip into a prescriptive tone. She is the ever-active actress, a self-confessed workaholic, 2 who recently announced she never wants 'to stop working' (Adams, 2012) . Now in her seventies, Dench does not seem to wish to 'disguise the marks of age' or 'recreate the essence of youthful femininity' (Basting, 1998, p. 171) . And a brief look at online celebrity magazines reassures us that Dench has aged gracefully, wears age-appropriate attire (London, 2012) and that her 'silver pixie' haircut is considered a model for mature hairstyles (Nellis, 2011) . Although work and constant activity can be seen as resisting a notion of old age -challenging traditional assumptions of decline, 3 passivity and frailty -this discourse can change into the prescriptive regime characteristic of the imagesof-positive-ageing-discourse, which praises ' [o] lder people who have preserved their youthful beauty, fitness and energy' (Featherstone & Hepworth, 1995, p. 29) . In other words, praise turns into a requirement for all, irrespective of their personal health or financial status.
My interest in exploring the representation of M as an ageing woman, follows other studies which have provided an insight into the ideological underpinnings found in visual or literary narratives (Kriebernegg, 2013; Swinnen, 2012) . Indeed, as Jan Baars emphasises, '[n] arratives about aging and the aged that are spread by powerful systems, including the media, deserve critical attention because they are much more influential than the narratives that are not backed up by societal power and concentrate less on narrative persuasion ' (2012, p. 158) . By analysing Dench's role in one of the most popular film franchises of the last decades from an ageing studies perspective, I intend to explore narratives about ageing, while simultaneously addressing a lack of attention to the actress' star persona and numerous screen 2 Dench immersed herself in work after her husband's death in 2001 (see Adams, 2012) . 3 One of the rare occasions presenting Dench as vulnerable to the consequences of biological ageing occurred in February 2012 with British newspapers reporting on Dench's battle against 'age-related macular degeneration', affecting her eyes (see Chittenden, 2012) .
roles.
M's participation and screen time has gradually increased from the 1990s to the 2010s and has recently received critical acclaim, with reviewers stating that Dench has 'generally presented a more-rounded, less cartoony take on the character' (Child, 2012) . Except for Kord and Krimmer (2005) , who rightly identify Dench as an alternative to Hollywood's depiction of women on screen and recognise M's transgressive potential as a feminist figure, not much has been written about Dench's screen roles. In publications about the Bond franchise, Dench's character M is approached marginally, as a mere supportive role (see Lindner, 2009 ).
The importance of creating alternatives both in terms of experiences, as well as of images of ageing has long been recognised within ageing studies (Richards, Warren, & Gott, 2011 (Featherstone & Hepworth, 1995) . There are, nevertheless, new stereotypes of old age to contend with. Images of a sexless or asexual old age, for instance, have been substituted by images of the 'sexy oldie' (Vares, 2009) , which create another set of assumptions in relation to a successfully aged female body, by enforcing and reproducing heteronormative youthfulness, in line with a youth-centred postfeminist cultural framework (Tasker & Negra, 2007) . Within ageing studies, the need to move away from binaries, including the positive/negative binary, has been recognised -by querying the 'progress-versus-decline' binary (Gullette, 2004) or by challenging the predominant discourse of age, which 'pivots on the blunt binary of young and old, as if there were only two states of age' (Woodward, 1999, p. xvii 
Time and ageing
The notion of time is central to ageing studies, the 'awareness of the flow of time has permeated human consciousness from its conception' (Worsfold, 2005, p. xix normative timelines, as I will explore through the concept of queer temporality.
The notion of queer temporality offers the opportunity to challenge binaries and the concept of normative temporality, a chronological and linear understanding of time as moving inevitably towards decline in old age (see Barber & Clark, 2002; Freeman, 2007; Halberstam, 2005; Port, 2012) . Queer theory's refusal of fixed identity categories (see Jagose, 1996) can thus be explored to unsettle other identity categories understood as biologically determined. How normative heterosexuality has configured general conceptions of sex and gender has been exposed by Butler (1999 Butler ( , 2004 , whereas Halberstam provides the means to unpick heteronormative notions of time and place (2005) . Taking a queer approach to age identity seems, however, more problematic, given the resistance to destabilising the identity 'old' in the same way gay and lesbian identities have been destabilised by queer theory, as Margaret Cruikshank argues (2008) . According to Cruikshank, there is a 'vested interest in maintaining a fixed identity of "old" [...] . If "old" were fluid, changing, and indeterminate, it would be hard to tell who "they" are ' (2008, p. 149 instance, is not only inappropriate but dangerous, exposing the female subject, especially, to ridicule, contempt, pity, and scorn -the scandal of anachronism' (p. 21). The expression 'acting one's age' evokes the idea of age as a performance, an accomplishment; acting one's age demands a 'behavior that conforms to norms' (Laz, 1998, p. 86) . Implied is the notion that age identity is not fixed, that age requires work, requires constant performance (p. 87).
Laz's concept of age-clicks, not unlike Russo's notion of anachronism relates to not acting one's age: 'we realize that we are "ahead of" or "behind time" (for example, more or less advanced in our careers or family lives in comparison to other people of the same chronological age or of the same cohort [...]' (p. 101).
Not acting one's age
Dench seems exempt from either of the two choices Basting presents: 'either play an older woman star lamenting the loss of stardom, or deny your age ' (1998, p. 170) . In one interview
Dench laments the lack of roles for older women -'You get asked to do 'flashback' parts, except you're the one having the flashback, you're never in the flashback itself' (Teeman, 2009 ). 4 It might be true that Dench has performed more supporting roles than leading roles (in film), but hardly a year goes by when Dench does not show up on cinema screens, whether in a cameo role, supporting role, or as part of an ensemble cast. 5 Dench has been cast in a variety of roles; some might be described as age-appropriate, but more often than not, her characters subvert the conventions of appropriate ageing or age-stereotypes.
Dench's role of M illustrates how her screen characters are generally allowed to step outside prescribed gender-and age-roles, challenging heteronormativity and disrupting linear temporality. Among Dench's film roles there are numerous examples of characters who refuse to act 'one's age' and thus risk the scandal of anachronism in Russo's sense (1999): a widow's refusal to behave as appropriate to her age -in Chocolat (Brown et al. , 2000) 
or in
Mrs Henderson Presents (Heyman & Frears, 2005) ; an older woman's love or desire for someone younger than her -Ursula desiring young castaway (Daniel Brühl) 
in Ladies in
Lavender (Brown et al., 2004) Dench's age (78 years when Skyfall was released) and the centrality of ageing as a theme in this latest Bond instalment -marking its 50 th anniversary -make this a fundamental film to consider from an ageing studies perspective.
Whereas the Brosnan-Bond films 7 illustrate M's disruption of normative gender roles, the Craig-Bond films 8 offer the opportunity to explore the existence of 'temporal breaches' (Brooks, 2007) , which challenge the viewer's perception of normative temporality and suggest 'potentially asynchronous modes of time' (Port, 2012, p. 5) . In what follows, I discuss M's disruption of the male-dominated Bond universe and then, in section 'Against Time: Casino Royale', I consider M's challenge to normative temporality.
Out of Place: Spy Chief M
When GoldenEye was released in 1995, the new '007', Pierce Brosnan, was not the only change from the previous Bond film, Licence to Kill (Broccoli et al., 1989) . The producers 6 Based on the last 5 Chiefs, this would be 59 (Anonymous, 2012b) .
7 GoldenEye (1995), Tomorrow Never Dies (Broccoli et al., 1997) , The World Is Not Enough (Broccoli et al., 1999) and Die Another Day (Broccoli et al., 2002) . had decided 'to make the women a little tougher, a little more independent, aggressive -in all departments' (Campbell & Wilson, 1995 Bond's 'clash with modernity' (Gauntlett, 2002, p. 49 ) is illustrated by the strained relationship with his boss M, who is now 'an authoritative woman ' (2002, p. 49) . Moments of actual disruption are few in number, given that M is a supporting role; her screen time throughout the four Brosnan-era Bond films comprises a mere total of 32 minutes.
Nonetheless, the introduction of a female figure of authority into the patriarchal space of the M's entrance and her first mission brief with Bond, in which she accuses Bond of being 'a sexist, misogynist dinosaur, a 'relic of the cold war', i.e. an 'outdated' male specimen, are representative of the gender dynamics that occur when M is introduced into this tense environment of male complicity (see Brabazon, 1999, p. 494; Britton, 2005, p. 199) . Armed with a sharp feminist discourse, M is positioned as a feminist figure within a patriarchal space. In contrast to the type of heteronormative, youth-centred femininity embodied by the 'Bond Girl', M's authority derives from the professional hierarchy as Bond's superior as well as her female masculinity (Halberstam, 1998, pp. 3-4) .
Some argue that M can be considered a maternal figure or describe her relationship to
Bond as 'maternal' (Garland, 2009; Tincknell, 2009 ). This fascination with the mother figure, by screenwriters and reviewers denotes a primordial construction of the maternal body and the figure of the mother as problematic (Creed, 1993; Ussher, 2006) . Associating M with a mother figure might derive from a need to heterosexualise a visibly masculine woman in a position of authority (note that in GoldenEye M mentions her children within a minute of screen time). That the mother is a site of problematic femininity becomes more evident in Skyfall, with villain Silva (Javier Bardem) declaring 'Mommy was very bad'. M here is positioned as the monstrous, castrating Mother of Freudian psychoanalysis (see Creed, 1993 ).
The continuous re-insertion of M into traditional female gender roles -mother, wife, widow -seems to indicate a need to contravene this character's female masculinity, lesbian appeal 9 and general feminist disruptive potential. More significantly, the intertextual convergence between character and Dench's public visibility as a widow, mother and grandmother, facilitates this recuperation of a fictional character who has the potential to challenge patriarchal power structures.
M encounters resistance throughout and her authority is persistently undermined as Kord and Krimmer note: 'because this M is a woman, her authority is constantly questioned: she makes mistakes, she is under attack or in captivity ' (2005, p. 116) . Despite being contained, 9 Elsewhere, I explored the possibilities of appropriating M as a lesbian figure (see Krainitzki, 2012 ).
M's feminism has had an impact outside Bond's fictional sphere. The reiteration of the 'dinosaur speech', for instance, consistently places M within a feminist discourse -whether in reviews in which this choice is identified as mere political correctness (Falk, 1995) or where the mutability of the Bond film is praised (Mars-Jones, 1997). By accusing Bond of being a 'sexist, misogynist dinosaur' M became a feminist icon, a symbol of representational change within the Bond universe as well a vehicle for feminist campaigns. 10 The importance of casting an older woman in this role cannot be underestimated, and M has a wider significance as an alternative image of gender and ageing, as an older, masculine woman who challenges notions of 'decline in social power' that old age seems to denote (Arber & Ginn, 1991, p. 30) . A character who combines identity markers such as old, single, butch -which immediately situate her as 'out of place' in a heteronormative, youth-centred universeinvites identificatory practices and provides alternative images of gender and ageing for female audiences in general and non-heterosexual and/or ageing women in particular. 11 As a character who defies chronologically-appropriate casting, performed by an actress who is allowed to age into her late seventies on the silver screen, M embodies Russo's scandal of anachronism (1999), as I explore in the following section.
Against Time: Casino Royale
In Casino Royale (2006), Daniel Craig is introduced as the new James Bond. This film also presents a new timeline with a narrative restart, or reboot -'a film remix: a transformation of the franchise that acknowledges previous iterations while claiming its own autonomy' (Arnett, 2009, pp. 1-2) . Schiebel argues 'the filmmakers in no way attempted to 10 See, for instance, the video released for the 2011 International Women's Day campaign (Broccoli & TaylorWood, 2011) , featuring Bond (Daniel Craig) and M's voice over (Judi Dench). M's tone is reminiscent of her first appearance in GoldenEye. 11 Whatling states that strong film heroines present identificatory possibilities and 'an attractive role-model for the lesbian viewer to embrace if she so wishes ' (1994, p. 185) . Also see Sheldon (1980, pp. 17, 23) and Dobinson and Young (2000, p. 109 indicate[s] a removal or nullification of history in order to "begin again" from "year one"' (Proctor, 2012a) . The decision to restart the Bond narrative with the reboot film Casino Royale gave producers the freedom to make a Bond film 'as if no Bond film had been made before' (Day, 2009) , offering viewers 'the chance to see how 007 earned his status, but in a less antiquated setting' (Haworth, 2012) .
What matters in the context of this article is that Dench's return as M in reboot Casino
Royale goes against the logic of the 'narrative restart', goes 'against time', and challenges normative temporality. Following the narrative-restart logic, this casting decision can be considered anachronistic, or indeed constitute a temporal breach (Brooks, 2007) . Following Port's argument (2012) , I propose that M's disruptions of chrono-temporality similarly allow viewers to imagine an ageing process outside of paradigmatic markers and to avoid the master narrative of old age as decline. According to Sperb 'it is awkward and even jarring to see her again in the film that otherwise claims to sever any sense of continuity with the A film is a time-based medium, Brooks explains, and thus 'the production and negotiation of "collaborative expectancies in time" between film and viewer are central to a film's production of meaning and affect ' (2007) . Casting Dench as M at two distinct points in time, or in two distinct timelines in this case, constitutes a temporal breach 'a point where temporal continuity is interrupted or suspended' (Brooks, 2007) . According to Proctor, a reboot 'strives to disconnect itself, in a spatio-temporal sense, from the earlier incarnation in a quest for autonomy ' (2012b, pp. 4-5) . When Dench appears as M (according to the reboot logic) at the beginning of Bond's career, there is an obvious spatio-temporal disruption, the continuity of the Bond timeline is suspended.
Anachronism implies the notion 'against time' (Russo, 1999, p. 21) . When Dench first appeared as M in GoldenEye, she was 61 years of age, the same as MI5 Director General Stella Rimington when she retired in 1996 (Anonymous, 2012c) . Seven years pass between the first (1995) and the last (2002) to detach Dench's chronological age from the character's age. Exploring this time breach as an example of queer temporality allows viewers to detach ourselves from a normative correspondence between an actress' and her character's chronological age. Experiencing cinematic age-clicks (Laz, 1998) , even indirectly through age-inappropriate roles, allows the viewer to step outside the logic of 'paradigmatic markers of life experience' (Halberstam, 2005, p2) , and opens up 'the interpretive possibilities for recognizing alternative temporal experiences of old age' (Port, 2012, p. 5 Billington, 2010) , for instance, has been described as an ageing-defying casting decision (Teeman, 2009) . Dench is cast as Titania, a role she first played at school and then in 1962 at the Stratford Theatre (Miller, 1999) . These instances of age-blind casting have infused Dench's star image with an element of timelessness, allowing the audience to see beyond the actress' chronological age. Dench's quality of timelessness is revoked in Skyfall, in which M becomes more age-appropriate, as I discuss next.
Skyfall: Going 'Back in Time'
Skyfall opened in the UK with great Box office success and brilliant reviews (Kennedy, 2012 (Child, 2012) Rumours that this might constitute Dench's last appearance as M were confirmed when M is wounded towards the end of Skyfall and dies in Bond's arms. Producer Barbara Broccoli observed the following -'[i]t's very difficult to end that chapter. But it ends with enormous dignity and I think it's one of her finest performances. It's very bittersweet. She will be wellremembered for playing this role' (Coyle, 2012) . According to a quote in the same article, Dench would be happy to continue the role: '[th]at this is the end of her run with Bond comes as no relief to Dench. "Certainly not" she says. "No, certainly not. I could go on for years.
Maybe I'll come back as a ghost. Now that would be Shakespearian."' (Coyle, 2012) .
The reasons behind the producers' decision to kill-off M remain obscure, although Dench's age comes up repeatedly in articles and reviews:
M's death would certainly be a suitably explosive way for Dench to go out. Her stature as a national treasure and impressive seven-film, 17-year tenure demands a fitting endgame, and now might be the right time to leave on a high. (Child, 2012) With this focus on ageing, the unspoken fact that Bond never ages, despite Bond actors being replaced one after the other, suddenly is made evident. Des O'Neill points to the coincidence that the 'celebration of 50 years of the franchise also unwittingly reflects the age at which the World Health Organisation considers one to be an older adult' (2013). In
Brabazon's analysis of the impact of feminism on Bond-character Moneypenny, the author found that this franchise does not necessarily 'reflect its time or society: instead it reinforces, moulds, twists, and subverts the many truths of a culture ' (1999, p. 495) . Thus, in Skyfall, there are echoes of what Baars describes as the Grand Narrative of 'aging as a burden for society ' (1997, p. 294) ; or echoes of an economic ageism which reiterates the idea of the 'insupportable economic "burden" the older generation increasingly imposes on younger workers' as Port recently noted (2012, p. 4).
Skyfall illustrates how M 'is viewed as "past it"' (O'Neill, 2013). Continuity and rupture are combined, as this film establishes a fine balance between innovation for new audiences and a return to elements from the 'old' Bond formula, for instance, the reinstatement of characters Moneypenny and Q. The binary opposition between young and old is established throughout and ageing, both female and male, is central to the plotline, with, as one reviewer notes, 'multiple references to Bond being part of a bygone age' (Simpson, 2012) . Craig performs an ageing masculinity that is both a consequence of his typical lifestyle and his age. The binary of old and young, youth and old age, is reiterated as oppositional throughout
Skyfall and both Bond and M are threatened and defined as obsolete -in a culture obsessed with youth, old will inevitably be the devalued term. M's competence and efficiency are called into question, not due to her gender -in GoldenEye or Tomorrow Never Dies, for instance, her judgment and decisions were disputed due to her being woman -but due to her age (or perhaps both), as implied in the following dialogue: Where previously M had been positioned as 'out of place', in Skyfall M can be seen as having run 'out of time'. The expression 'retire with dignity' invokes phrases such as 'growing old gracefully', often employed to enforce normative, age-appropriate behaviour and clothing styles (see Fairhurst, 1998; Twigg, 2007) . Incidentally, Mallory's line similarly resonates with the producers account of Dench's last performance as M (as cited above): 'it ends with enormous dignity' (Coyle, 2012) or even, as cited above 'now might be the right time to leave on a high' (Child, 2012 ). M's retirement and Dench's last performance as M (as these inevitably converge) are considered 'timely', age-appropriate, normative. In contrast to these mildly ageist remarks, M's retort expresses her resistance to age-appropriate behaviour, expressing her determination to age disgracefully not by wearing clothes considered ageinappropriate but through a defiant refusal to retire 'quietly', with dignity. M's refusal symbolises a rejection of prescriptive retirement, determined by notions of 'heteronormative time' (Halberstam, 2005 Skyfall ( Martin DB5 first unveiled in Goldfinger (Broccoli et al., 1964) . As they drive off, M asks 'Where are we going?' -and Bond announces 'Back in time'.
If a female M was introduced to modernise Bond (Britton, 2005 ), M's death, Dench's departure from the Bond set and consequent (re)introduction of a male M signify a return to a previous Bond formula. M's death cannot be seen as a mere device to move the franchise into another direction, since previous changes in direction did not seem to require the death of a formulaic character to be incorporated into the narrative. Q and Moneypenny's absence in Casino Royale, for instance, was never addressed diegetically. M's death symbolises more than the end of a Bond era; her disappearance allows a return to an ideological past, with a particular mode of representation. From a feminist perspective, M can be read as a powerful female figure who is punished for seeking to occupy the patriarchal space in the Bond film (not unlike the femme fatale figure in film noir); her punishment 'a desperate reassertion of control on the part of the threatened male subject' (Doane, 1991, p. 2) . When analysing the representation of women and ageing, the death of an older female character is certainly not uncommon and it is impossible to dissociate a feminist reading from an age-focused cultural critique of such a portrayal. In his study of death-bed scenes, Mark
Gallagher suggests that 'women still become ill and die so regularly that narrative explanations are scarcely necessary ' (2009, p. 214 In terms of temporality, it appears that M is coerced into acting her age and her chronological age 'catches up' with her, although this is not to say that the effects of time are physical (as this phrase would usually suggest). For M, acting her age means reaching two of the most important milestones within the length of one Bond film: first, her retirement, one of the social markers of life course; and second, death, the last paradigmatic marker of life experience (Halberstam, 2005, p. 2). As Russo contends:
Acting one's age, in a certain sense, can be understood as a caution against risk-taking, with higher and higher stakes associated with advanced chronological age until finally, acting one's age means to die. (1999, p. 27) In line with Skyfall's time-aware 50 th anniversary celebration of the Bond franchise, chronological time is made relevant and inescapable. Contrary to Casino Royale, which allowed viewers to endorse 'asynchronous modes of time' (Port, 2012, p. 5) , with Dench's M challenging normative timelines, Skyfall reasserts and reinstitutes normative temporality.
Shot by a fire arm, M's ageing process is accelerated, moving rapidly through the phases ascribed to conventional 'narratives of decline' (Gullette, 2004) -from injury to lack of mobility and rapidly, to the end of life.
Approaching Skyfall as one of our contemporary narratives about ageing, which according to Baars 'express aging experiences and articulate in public debates how major issues of aging should be seen and dealt with ' (2012, pp. 161-162) , we can draw the following conclusions in terms of underlying meanings of ageing. With M's death (at retirement age), one great ageing related fear is disavowed -the great fear of 'assisted living' (Woodward, 2012) . Deep old age, dependency and vulnerability (Hallam, Hockey, & Howarth, 1999) 'for the lack of representation of ourselves' (Mackey, 2001, p. 86 ; see also Dobinson, 2000; Smyth, 1995) . Would it be possible to resist Skyfall's age-appropriate narrative closure and imagine an alternative future for M? 12 Envisaging the possibility of Dench's return as M proves a fruitful disruption of normativity and its materialisation through M's intertextual reappearance in a promotional comic sketch 13 demonstrates this character's ubiquity as a cultural symbol of defiance.
12 Something Ellsworth's resistant readers managed in the context of another film (1990, p. 193) .
